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Chapter I. INTRODUCTION 
Statement .of the 2roblem. The degree of musical pro-
ficiency attained by students in instrumental music often de-
termines the success or failure of the musical organizations 
within the program and of the director as well. Normann States: 
"Like the athletic coach, who so often stands or falls on the 
success of his teams, the band and orchestra director is fre-
quently judged by the musical organizations he creates. 111 
Hindsley puts it this way: 2 
There must be individual achievement if there is to be 
achievement in our music ensembles. The progress of each 
student will reflect in the performance of the bands and 
orchestras in which he plays • • • • 
Hence, the problem of motivating students toward better 
work, required home practice, interest and musical proficiency, 
is of vital importance. 
The problem of this study is to compile through re-
search those motivating factors successfully used in instru-
mental programs which motivate the students to do better work, 
home practice, revitalized interest and increased musical pro-
ficiency. The study will include those motivating factors 
which habe been successfully used by instrumental music super-
visors and directors. 
1Theodore F. Normann, Instrumental Music in the Public =--=----~::-:.~~--~ _.. -~~.;:.. Schools, Boston, Oliver Ditson Company, 1940, p. 26. 
~ark H. Hindsley, "Stimulating Individual Achievement 
within Bands and Orchestras," M. E. N. C. Yearbook, 1935, p. 249. 
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Purpose of the study. The purpose of this study is to 
compile through research those motivating factors successfully 
used as stimuli in instrumental music programs in motivating 
students toward better work, home practice and increased in-
strumental skill. 
Significance of the problem. The success of the in-
strumental program and the success of the supervisor is de-
pendent, in no small measure, upon the success and achieve-
of the individual students as well as the group. 
The chances of a successful program are greatly in-
creased when students work hard, practice faithfully and are 
motivated to do good instrumental work. ~fuen such conditions 
prevail, the aims and objectives of the program are easily 
reached. Students naturally acquire a higher degree of musi-
cal skill, instrumental mastery, and a greater love for music. 
"The fostering of musical initiative should be a major con-
sideration in any developmental scheme of music education."1 
On the other hand, if there is a lack of stimuli, noth-
ing with which to motivate the students, interest and incen-
tive will be nil. A decadent program is the probability and 
the likely results. Aims and objectives can not be reached. 
The musical skill of the average student will be somewhere near 
the lower rung of the ladder. The program will have failed, 
and as the program goes, so goes the director. 
lJames L. Mursell, Education for Musical Growth, Boston, 
Ginn and Company, 1948, p. 152. 
2 
The question arises; how can students be motivated to 
do their best work, or better work at least, to assure the 
director of a successful program? This is not only a problem 
for the person fresh out of college but many an experienced 
veteran has found himself in this dilemma. 
This study will show the significant motivating factors 
incorporated in the successful instrumental programs. It will 
be of assistance to all directors (supervisors) of instru-
mental music desirous of success. 
Delimitation. This study will not be concerned with 
influencing students to take up a musical instrument. Nor will 
it be concerned with the selection of students for instru-
mental study. 
Review of related material. A study was made by John 
Markarian1 to find out what stimulating and motivating factors 
contributed moat effectively to the growth (number of parti-
cipating students) of instrumental work in the State of Massa-
chusetts. His conclusions were based upon returns from a sur-
vey of thirty-five cities and towns raging in population from 
two hundred and fifty, to one hundred thousand. He concluded 
that interest in the programs was most effectively created by: 
1. Band and orchestra activities 
2. Instrumental classes 
(continued) 
1 John J. Markarian, Jr., A survey on the Motivation of 
Instrumental study in the Schools of Massachusetts, Master•s-
Thesis, Boston University College of Music, 1951. 
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3. Rhythm bands 
4. Pre-band instruments 
5. Ensemble work by regular classroom teacher 
6. Demonstration of instruments 
7. Rental plans for purchase of instruments 
8. Piano classes 
9. Listening activities 
10. Musical aptitude tests 
11. Audio visual aids 
12. Attendance at public per~ormances 
13. Band Parents' Clubs 
14. Newspaper publicity 
15. School owned instruments 
''One of the major problems besetting the instrumental 
class program is the mortality rate among beginning students."l 
In his study, 2 Mr. Besette endeavored to (1) find out how mueh 
drop-out exist, (2) what are the important reasons for drop-
outs, and (3) what can be done to counter-act these causes. 
His method of approach was the questionaire and per-
sonal interview. He restricted his study to the New England 
area. Music supervisors, instrumental teachers and others di-
rectly concerned with the problem were interviewed. The survey 
was limited to the elementary grades, three through nine in-
elusive, and included sixty-two school systems. 
1 Roland Besette, Enrollment Mortality Causes in Grade 
School Instrumental Programs, Master's Thesis, Boston-univer-
sity College of Music, 1949 p. 1. 
2Ibid. 
. .-:::, 
-
The results were:1 
Total number of pupils taking instrumental lessons 
Total number of pupils taking class lessons 
Total number of pupils taking individual lessons 
' Total number of drop-outs 
Percentage of total number of drop-outs 
Total number of drop-outs from instru. classes 
As indicated by percent of the whole 
Total number of drop-outs from individual lessons 
As indicated by percent of whole 
6,768 
4,942 
1,826 
883 
13.1% 
672 
13.6% 
211 
11.5% 
The survey indicated that neither class instruction 
nor individual instruction can be cited over one another as 
a solution to the mortality problem. Selection of instru-
ments could not be counted as a reason either. The three 
main causes were: 
1. Lack of interest 
2. Inability to do the work 
3. Lack of parental cooperation 
A fourth reason which Mr. Besette concluded to be quite 
important was poor teaching techniques and incompetent in-
structors. Recommendations given for combatting mortality by 
the survey listed in order of importance are as follows: 
1. Better screening of pupils for instrumental study 
2. Better cooperation with parents 
3. Developing more of an interest factor 
4. Hiring of more competent teachers 
(continued) 
1 Besette, Ibid., PP~ 47-43 . 
5 
5. Having more school owned instruments 
6. Having better racilities 
7. Having better administrative cooperation 
8. Having more school time for instrumental classes 
sources £!. information. Information ror this study was 
obtained through research of books, periodicals, and studies 
dealing with public school instrumental music. 
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Chapter II. HISTORY 
OF PUBLIC SCHOOL INSTRUMENTAL MUSIC 
The earliest report of organized school instrumental 
activity, according to Prescott and Chidester, was the Farm 
and Trades School Band of Boston Harbor.1 This group dates 
way back to 1858, when seventeen boys were flocked together 
under the leadership of John R. Morse to form the first school 
band on record in the United States. The instrumentation con-
sisted of a field drum, bass drum, cymbals, and brass. The 
group was entirely without woodwinds. 
The earliest school orchestra was organized some years 
later. Normann makes reference to the early beginnings of Will 
2 
Earhart, when in 1889 he had organized a school instrumental 
group in Richmond, Indiana, and called it an orchestra. 3 How-
ever, a report from Joseph E. Maddy claims that a friend of 
his, Walter Aiken, played in a school orchestra in 1869. 4 
Other early orchestral beginnings at the turn of the century 
were; the organizational work of Jessie Clark, 1896, in the 
schools of Wichita, Kansas; Charles Jennings, 1896, with a 
grammar school orchestra in New London, Connecticut; another 
grammar school orchestra, 1898, by w. D. Monnier in the schools 
of Hartford, Connecticut. 5 
1Gerald R. Prescott and Lawrence W. Chidester, Getting 
Results with School Bands, Minneapolis, Paul A. Schmitt Music 
Company, 1947 pp. 6-7. 
2Birge gives . this . date as being 1898. Edward Baily 
Birge, His~ory of Public School Music in the United States, 
Boston, Oliver Ditson Company, 1928, p. 175. 
3 Normann, Op. cit., p. 11. 
4Prescott and Chidester, Op. cit., p. 5. 
5 Normann, Loc. cit. 
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The common practice of instrumental organization at 
the turn of the century was to put together, in a group, 
the instruments available and give the ensemble the dis-
tinctive title of orchestra. The instrumentation, rather 
flimsy, went something like this; a few violins, clarinets, 
piano, one or two flutes, and a cornet. Once in a while a 
trombone would be added. 1 
The leader may have been just anyone. The chief quali-
fications were interest and fortitude. Sometimes the students 
organized their own groups. Sometimes an interested teacher 
who could toot a little tune or play the violin would assume 
the sponsorship. Private teachers were also called in to as-
sist.2 
The repertoire consisted of whatever happened to be 
available, or in vogue. There were marches, waltzes, opera-
tic arrangements, and an occasional overture. 3 
Opportunities for appearing in public seemed to be 
quite numerous. Not only that, but: 
These opportunities for public performance afforded ad-
ditional stimulus for the youthful player to practice dili-
gently at rehearsals, besides giving the people a new idea 
of school-music possibilities. The home public quickly gave 
unqualified approval to their school orchestra and were 
glad to have their children enrolled therein; while the 
larger public of the county and state teachers' association, 
for whose program they were frequently asked to rurnish mu-
sic, afforded an effective means of advertising to the 
1 Normann, Loc. cit. 
2 Ibid., p. 10. 
3
rbid., p. 11. 
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school world the practical value of the new activity. 
The desire of many superintendents and school princi-
pals was thus aroused to introduce orchestras into 
their own schools.! 
Public performances such as these were a much needed 
impetus for the early roots of this new school-music activi-
ty. Slowly at first, then a little faster and stronger, some 
of these early organizations grew to symphonic proportions. 
By 1912, Will Earhart's work in Richmond, Indiana blossomed 
to an organization with full symphonic equipment; and by the 
end of the first decade the movement had spread to many cities 
clear across the country.2 
In 1908, a very significant and interesting report was 
made by Charles Farnsworth concerning the so-called Maidstone 
Movement in England. 3 The Maidstone Movement was a successful 
method whereby students learned to play the violin by receiv-
ing group instruction. Mr. Farnsworth reported amazing re-
sults in and about London. He had heard a concert where four-
teen hundred and fifty youthful instrumentalists took part. 
This report inspired Albert Mitchell, one of the music super-
visors in the Boston Schools, to take a year .~ s leave of ab-
sence, 1910, to study the violin class instruction in England. 
He returned the following year and successfully organized vi-
olin classes in the city of Boston. 4 
1 Birge, Op. cit., p. 175. 
2Ibid., pp. 175-76. 
3 Normann, Op. cit., p. 16. 
4 Loc. cit. 
9 
School bands began to receive attention about 1910. 
Their development, of necessity, was different from that of 
the orchestra. 
Vfrdle the members of the orchestra were recruited 
almost entirely from the pupils of private teachers, 
the band was forced to develop its musicians within 
the organization because of a lack of facilitief for 
private instruction in playing its instruments. 
Using the method of development from within, Vl . Otto 
Miessner, teaching all the instruments himself had developed 
a thirty-two piece band during the course of a single year, 
1909. Shortly after this the band movement spread to other 
localities. 2 
In 1916, Victor Grabel organized the first public school 
band in the state of Wisconson. About this band Mr. Grabel 
stated: 
During its second year it attracted such attention 
that educators from other cities began to make visits 
of investigation, often with the result that they were 
inspired to organized bands in their own schools. A few 
years later a band contest was organized and held in a 
nearby locality. At this first meeting there were only 
about five bands in attendance. But the enthusiasm and 
interest was such that the directors were encouraged 
to continue.3 
"By the year 1915 the essential outline of instrumental 
instruction as it is practiced today had appeared."4 Those in 
charge of instrumental programs soon realized that graduates 
had to be replaced. The best way of doing this was by having 
lNormann, Op. cit., p. 15. 
2Ibid., p. 14. 
3Prescott and Chidester, Op. cit., p. 7. 
~ormann, Op. cit., p. 14. 
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a program in the lower grades that would feed into the high 
school. Los Angeles was the first city to organize in this 
manner. Their first grade school orchestra was established 
in 1904; and eighteen years later they had 115 orchestras 
with 1,800 children of elementary and grammar school age. 
Kansas City had 40 orchestras in 1915; Oakland, California 
29, and an equal number of grade school bands.l 
During the First World War, instrumental music in the 
schools was at a virtual standstill. But, there was much musi-
cal activity going on in the armed forces. Every camp and sta-
tion had one or two military bands. They paraded often; often 
enough so that the general public took a liking to this type 
of musical expression. After the conclusion of the war, the 
public demand for this type of music persisted. 
The tremendous increase in school bands from 1917 to 
1927 may, in part, be explained by the fact that fol-
lowing the World War many men trained in Army and Navy 
bands, finding themselves faced with the necessity of 
gaining a livelihood, saw in the schools' awakened in-
terest an opportunity to put into practical use the 
musical training they had received during their en-
listment.2 
Following the First World War, the school instrumental 
music program received much enthusiastic support. In 1912, at 
the meeting of the Music Supervisors National Conference be-
ing held in st. Joseph, Missouri, under the presidency of 
1 Normann, Op. cit., p. 14. 
2 Ibid., p. 15. 
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John w. Beattie, great stress and importance was given to 
instrumental music. A reature which impressed all that were 
present was the appearance of a high school orchestra rrom 
Richmond, Indiana, under the direction or Joseph E. Maddy. 
The outstanding performance or this group offered much stimu-
lation to the supervisors attending this meeting.1 
Another important motivating factor was the National 
High School Orchestra organized in 1926 under the direction 
of Joseph E. Maddy. It performed for the Music Supervisors 
National Conrerence in Detroit, 1926, and resulted in tre-
mendous publicity. As a direct result, the group received an 
invitation to appear the following year at the Hational Super-
intendents' Meeting in Dalas, Texas. The favorable impression 
created by this group was in no small measure responsible for 
much of the increase in school instrumental music at that 
time. The National Music Camp at Interlochen, Michigan was 
the direct outgrowth of this rirst National High School Orches-
tra.2 
The .contest movement was another big boost for school 
instrumental music. Normann describes the contest movement 
as an agency which has done more than any other one ractor in 
publicizing and enlisting public support on behalr of instru-
mental music in the schools. 3 
1 Edgar B. Gordon, ttFifty Years or Music Education in 
America," Music Educators Journal, April-May, 1950, p. 25. 
2 Ibid., p. 25. 
3 Normann, Op. cit., p. 19. 
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This movement had received such tremendous progress 
that by 1928 the Committee on Instrumental A~fairs of the 
Music Educators National Conference, in cooperation with 
the National Bureau for tne Advancement o~ Music, undertook 
the organization o~ a national band contest with the vari-
ous state .contests serving as qualifying centers. 1 
The popularity of the band contest was responsible ~or 
a similar orchestral movement. The ~irst N~tional School 
Orchestra contest was held in Mason City, Iowa, 1929, with 
14 schools participating. Directly resulting from the con-
test movement the National Band Association was formed in 
1926, with A. R. McAllister as president. Later, in 1931, it 
became the National School Band and Orchestra Association.2 
The function and rapid expansion of the National School 
Band and Orchestra Association deemed it necessary after two 
short years to divide into separate organizations. These 
groups were called; The National School Band Association, and 
The National School Orchestra Association. It was under the 
13 
direction, guidance and surveillance of these two associations 
that The National School Music Competition Festivals prospered. 3 
Another important, big step forward regarding the de-
velopment of instrumental music in the schools was the Com-
mittee in Instrumental Affairs, of the Music Educators National 
Conference.4 The committee working in collaboration with 
lNormann, Loc. cit. 
2 Normann, Loc. cit. 
3nerman F. Smith, nFif'ty Years of Music Education in 
America," Music Educators Journal, June-July, 1950, p. 34. 
4In 1934 the name was changed f'rom Music Supervisors. 
' I 
C. M. Tremaine, director of the National Bureau for the Ad-
vancement of Music, was of tremendous value in guiding the 
growth of instrumental music along acceptable educational 
lines. Some of the activities were:1 
1. The development of state and national contests for 
bands, orchestras, soloist, and small ensembles. 
2. Organization of the National School Band Associa-
tion and the National School Orchestra Association. 
3. Establishment of a standard symphonic band instru-
mentation. 
4. Cooperation with publishers in providing suitable 
material for school orchestras, bands, and small 
ensembles. 
5. Improvement of methods of conducting and judging 
contests. 
6. Publication and distribution of publications and 
reports. 
7. Stimulating the organization of piano classes. 
8. Defining aims and objectives of instrumental 
music. 
9. Promotion of all-city, all-county, and all-state 
festivals. 
10. Inaugurating the publication of full scores for 
bands. 
11. Making a graded list of material for school bands, 
orchestras, and small ensembles. 
Since the Second World War, instrumental music has as-
sumed even still greater popularity and significance in the 
schools. Programs are expanding to include a wide variety of 
1 Normann, Op. cit., p. 21 . 
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instrumental activity. The public is demanding more and more 
music. Professional educators and administrators are reali-
zing more than ever before the educational and cultural values 
of instrumental music in the schools. 
Music education through instrumental music has become 
a profession worthy of t he most serious efforts from all those 
who te ach, and plan to teach, instrumental music in the public 
schools. Its contribution toward the development of the whole 
child is well realized by professional men whose business is 
the guiding of growth of our countries youthful citizens. 
15 
Chapter III. THE INSTRUMENTAL MUSIC PROGRAM 
Aims and Objectives 
An important objective o~ any instrumental music pro-
gram is that of awakening an interest in instrumental music 
among all students. A second important objective is that of 
creating an appreciation o~ fine music, using instrumental 
music as a means to this end. The opportunity o~ studying a 
musical instrument should be (without reservation) opened to 
all who desire it.1 
Mursell and Glenn believe that the music program 
should offer a "· •• • wide opportunity, here and now, for 
fuller living."2 The instrumental program should be a stu-
dent opportunity for sel~-expression and the creation of 
satisfying beauty. "Our aim in instrumental music must be to 
teach the instrument through music and for the sake of music, 
and to use the instrument to refine, and make more ardent the 
music-making lmpulse.n3 
The desire to create musical beauty is really the only 
effective motive in instrumental instruction. If we lose 
this, we lose the will to learn. The teacher becomes a 
drill master and the learning process stops. Thus appre-
ciation must be the goal and outcome of instrumental in-
struction. The instrun1ent is not only an opportunity but 
also a musical revelation. As the pupil learns to play 
better and better, he comes in mo~e intimate contact with 
a wider range of musical effects. 
lprescott and Chidester, Op. cit., pp. 19-20. 
2James L. Mursell ~nd Mable Glenn, Psychology of School 
Music Teaching, New York, Silver Burdett Company, 1931, p. 373. 
3Ibi~., p. 302. 
4Mursell, Op. cit., p. 304. 
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The State of Minnesota Department of Education lists 
the following as objectives of the instrumental music pro-
gram:1 
1. To develop a love of good music through partici-
pation in instrumental music organizations. 
2. To make t h e current musical experiences of the 
child an integral part of his daily living. 
3. To develop individual and group musicianship. 
4. To develop wholesome attitudes of school and com-
munity service through music participation. 
5. To cultivate worthy recreational ideals in music 
creating, listening and performing. 
6. To offer vocational exploration and the develop-
ment for the specially talented. 
A variety of other aims and objectives can be found 
under the listings of many authors. By and large they mean 
one t h ing; adding richness to the lives of school youth. The 
obj~ctives of instrumental music could not reach a more 
noble purpose. 
Musical experiences will become more meaningful to the 
student in direct relationship to the amount of musical pro-
ficiency, knowledge, and understanding acquired by him. Stu-
dents are human, too, and we all have the tendency to enjoy 
~ost those experiences and activities we can do best. Di-
rectors should unceasingly motivate students toward home prac-
. tice and good musicianship. Motivating students is an 
1Minnesota Department of Education, A Guide for Instruc-
tion in Music, Bulletin Number 4, 1948, p. 124. 
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important function of the director. "The fostering of mu-
sical initiative should be a major consideration in any de-
l 
velopmental scheme of music education." 
Methods by which Aims and Objectives 
are Reached 
The surest way of realizing the aims and objectives of 
the instrumental music program is through: 
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1. A competently administered program with a wide variety 
of stimulating activity, musically and educationally 
sound, for all students. 
2. A director who is a good musician, a good teacher, 
and a good administrator with vision and imagination. 
3. Parents who are cooperative and sincerely interested 
in the growth and development of the instrumental 
music program. 
A fourth statement could be added to the above three, 
namely; a cooperative administration. However, if the above 
three are in good balance, a cooperative administration (in 
most cases) will come about naturally. 
The · Content of the Instrumental 
Music Program 
Beyond the activities of the early grades where toy, 
and rhythm band instruments are more-or-less fashionable, the 
1 Mursell, Op. cit., p. 152. 
instrumental program includes the following: 
1. A program for recruiting new members. 
2. Instrumental music classes. 
3. Beginning band and orchestra instruction groups. 
4. Ensemble groups. 
5. High school band and orchestra. 
The above five general segments may vary with different 
schools and localities. Some programs are more elaborate than 
others. However, most of the school instrumental activities 
can come under one or more of the five headings mentioned. 
Each is discussed, along with motivating factors, in the sub-
sequent chapter. 
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Chapter IV. MOTIVATING FACTORS 
A Program for Recruiting New Members 
The supervisor of a successful instrumental music pro-
gram will plan to have at least one new-membership drive dur-
ing the year. 
Drives for new members can be held at any time during 
the school year that is convenient. The common practice is 
to hold them at the earliest opportunity. September seems to 
be the most popular month for getting new members interested 
in the instrumental music program. 
There are several methods by which new members may be 
recruited. 1 The one most fre quently used is the instrumental 
demonstration. Demonstrations should be very carefully plan-
ned and supervised by the director so as to have a balanced 
distributation of instruments. 
Instrumental Classes 
There was a time when group instruction on musical in-
struments was looked upon with disapproval, and was severely 
criticized by private teachers. Nevertheless, the class meth-
od of instruction, has not only survived, but has become a vi-
tal part of the instrumental music program. Its significant 
1sinee the subject of New Members is not covered by 
this study :the·tr:eane·r l i -'s :; dire.c·teti to consult the following: 
John J. Markarian, Jr., A Survey~ the Motivation of Instru-
mental Study in~ Schools of Massachusetts, Master's Thesis, 
Boston University College of Music, 1951. 
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contribution is manifested by the many school bands and 
orchestras that have come into being as a result. Super-
visors are agreed that the instrumental class is the main-
stay of the instrumental music program. 
Mursell lists the following as objectives of the in-
strumental class:1 
1. To provide elementary instruction on instruments, 
so that the student may enlarge his ability to 
express himself through solo or ensemble perform-
ance. 
2. To adapt the proper instrument to each individual 
performer. 
3. To assist in determining the advisability of the 
pupil continuing in instrumental work. 
4. To develop interest to the point where the indi-
vidual may desire private instruction. 
5. To develop correct habbits of ensemble playing. 
6. To provide an opportunity for the individual as 
a member of a group to overcome some of the tech-
nical difficulties of playing an instrument, which 
might be discouraging if attempted by him alone. 
Motivation in the Instrumental Class 
a. The Class Lesson 
Growth and development. An important factor to remember 
when creating motivation in the instrumental class, whether it 
be a beginner's group or advanced, is for the director to main-
tain an eager, sincere intelligent desire to see his students 
1 Mursell, Op. cit., p. 72. 
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develop and grow musically. 1 When the student senses that 
his instructor wants him to truly get ahead, the student 
will work more conscientiously. Conscious effort instills 
greater interest, and interest becomes a strong incentive 
for motivation. 
Progress. A second factor for consideration when 
creating motivation in the instrumental class is progress. 
The student must sense that he is making definite progress. 
The consciousness of having made a step forward is the great-
est incentive to real effort. 2 Progress is its own motivating 
fO~pe. There should be much of it in the instrumental class. 
Interesting _assignments. The director should make 
assignments that serve both as a challenge and as a new at-
tainment. Exercises should not be so difficult that they may 
become frustrating, nor should they be too simple. They must 
make progress. Drills should be presented in such a manner 
that the pupil clearly sees that they answer a definite tech-
nical need. Technical problems are moat effectively learned 
when they are taught in association with a definite musical 
situation such as preparing a piece of music to be used in 
public performance. 3 
Student effort. Leidig suggests that the student's 
best effort should always be expected. Insisting upon quali-
ty, and getting it, has a wholesome, stimulating effect. This 
1 Normann, Op. cit., p. 150. 
2Ibid. 
3Ibid. 
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can be accomplished by sincere and friendly encouragement. 
1 The director should never be dogmatic. 
Fundamentals ~ important. Fundamentals should be 
stressed right from earliest instruction. Children should 
be taught correct rhythm and good tone from the start. These 
two elements are considered by Bodegraven2 to be most impor'- :· 
tant for the first year student. When students learn to play 
in correct rhythm, and with a beautiful tone, they become 
eager for more educational work. Mr. Bodegraven also makes 
the following suggestions regarding instruction in the in-
strumental class: 3 
1. Keep students busy all the time. Students should be 
playing most of the lesson. 
2. Each individual should be heard at least once during 
the lesson for individual correction and acknowledge-
ment of good work. 
3. Each student should have at least one important point, 
a personal problem, to work on each week. 
4. Make assignments definite. Numbers to be practiced 
should be circled. Only those satisfactorily com-
pleted should be checked off. 
5. The director should go over all new problems in as-
signed lesson so that the class will clearly under-
stand them. 
1vernon Leidig, "Providing Motivation in Teaching 
Strings," The Instrumentalist, January, 1954, p. 42. 
2 
Paul Van Bodegraven, Organizing A School Band, New 
York, Irons-Snell Printing Company, Inc. 1937, p. 26. 
3Ibid. 
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b. Materials 
Suitable text. The selection of a text for the begin-
ning class is of vital importance. A properly designed text, 
one which presents the fundamentals in an attractive manner, 
will arouse interest and motivation. The significance of 
having the proper material for the beginning class can not 
be over-emphasized. This is equally important from the di-
rector's view point as well as the student'· s. It is much 
easier teaching a class that enjoys the assignments and work. 1 
Supplementary materials. Many directors prefer the 
simultaneous use of two or three texts. The advantage of 
supplementary material is quite obvious. Interest and mo-
tivation is created with supplementary material such as; 
popular songs, folk tunes, hymns, carols, and patriotic airs. 2 
Selecting~ text. A valuable criteria for selecting 
a beginning text is the following: 3 
1. That it present the problems of the instrument in 
a logical and unhurried manner, and that at no time 
the difficulties involved be so great so as to dis-
courage the young player. 
2. That the material used emphasize the development of 
tone and emboucher rather than technical display 
leading to percentage playing; get three and miss 
two. 
(continued) 
1 Bodegraven, Op. cit., p. 25. 
~ormann, Op. cit., p. 150. 
3 Bodegraven, Op. cit., pp. 25-26. 
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3. That the material used be interesting enough to 
attract the pupil. Technical problems should be 
illustrated by tunes 1 duets and trios. 
4. That r~ythmic problems are not emphasized before 
a certain amount of control over the instrument 
has been obtained. 
c. Testing 
Weekly test. 11 Some educators may question the merit 
of a weekly test, but anyone who has seen the results does 
not question its worth·. 111 Mr. Leidig is of the opinion that 
weekly tests are a stimuli for student motivation. Weekly 
tests should be given on a pre-assigned exercise or melody 
with which the whole class is familiar and each individual 
awarded a seat corresponding to the grade received. In ad-
dition to the resulting motivation, this gives the instructor 
the opportunity to analyze and correct each pupil's diffi-
culties.2 
Final examination. Weekly tests should lead up to a 
final examination at the end of the semester with planned 
work and exercises. v1hen presented in the right light, stu-
dents will enjoy these tests and welcome the form of moti-
vation. Progress of students can be recorded on a master 
chart hung on a wall in the instrumental room. This form of 
motivation instills friendly competition. 3 
1Leidig, Ibid. 
2 Ibid. 
3Ibid. 
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d. Public Per£ormance 
Individual and group. Students in the beginning instru-
mental class should be given the opportunity of appearing in 
public. Any reasonable combination o£ instruments, from solo 
to band or orchestra, is satisfactory. It is advisable that 
the music be well within grasp of the students' abilit*es and 
well rehearsed so that a proud showing may be possible. 
Frequent opportunities. Public perf ormance can be one 
of the best means for motivating and stimulating students to-
ward good work and sincere effort.1 Students in the beginning 
class should have this opportunity not too infrequently. Ex-
cellent results are obtainable when per£orming before parents 
and their own group. 
e. Practice Cards 
Serve good purpose. Prescott and Chidester admit that 
"results speak louder than practice reports," but that they 
also serve a gooA purpose.2 The cards present a convenient 
means for keeping a check on outside-of-school work. 
In Port Washington, New York, when practice cards were 
introduced Bodegraven stated: 'We noticed a decided upturn in 
3 practicing." 
Practice cards have been used with considerable sue-
cess for the purpose of motivating home practice. They also 
1Mursell, Op. cit., p. 306. 
2Prescott and Chidester, Op. cit., p. 63. 
3 Bodegraven, Op. cit., p. 56. 
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serve to create more parental interest since the parents must 
sign the card. 
Practice cards may be used in each phase of the instru-
mental program, beginning, intermediate, and advanced. Be-
sides motivating home practice, and a means for keeping a check 
on outside-of-school work, the cards can help in determining 
semester grB.des. Though some practice cards are more elaborate 
than others, they should include the date, week number, days, 
total for hours practiced, room for parent's signature, di-
rector's signature, and a place for grade. Of course, there 
should be a place for the ~tudent 1 s name. 
f. Home Practice 
Proper method. Students must be told how to utilize 
the home practice period if they are to do a good job of 
practicing at home. Pupils must be taught the art of slow 
practice; drill, and other such important practice methods. 
"Time should be spent in every class period demonstrating 
just how problems should be worked on at home. 111 students are 
more apt to practice when they know what is expected of them 
and how it should be done. 
·Divided practice period. The student will accomplish 
more and -make greater progress when the daily practice period 
is divided. 2 Two, thirty minute practice periods a day is ex-
cellent • Long periods are tiring. Too short periods are not 
1Bodegraven, Op. cit., p. 42. 
2Paul Van Bodegraven and Robert Wilson, The School 
Music Conductor, Chicago, Hall and McCreary Co., 1942, p. 111. 
recommended either ~or they prevent concentrated effort. 
The beginning student should not be expected to practice 
1 ~or more than forty-five minutes daily. Twenty to thirty 
minutes is recommended. 2 
g. Progress Chart 
Strong motivation. "Such a device is a strong moti-
vating ~orce; it tells each pupil at a glance his own pro-
3 gress and that o~ every other pupil in the class." A pro-
gress chart makes possible visualization of progress by 
every member and this, according to Prescott and Chidester, 
4 is an extremely important motivating factor. It becomes 
even more so with the beginning class members. Progress 
charts can be used on all levels of the program. It is best 
to hang the chart in a conspicuous place in the instrumental 
room. A check mark is placed in the appropriate block op-
posite students' names as they pass each exercise or sub-
division. Progress charts can easily be made by the super-
visor, or a student, and can be designed to meet various lo-
cal conditions. Charts should be large enough to attract 
attention. Included should be; space for the names of all stu-
dents, and the work to be completed, numbered, and chronolog-
ically arranged. 
1 Bodegraven, Op. cit., p. 20. 
2 Ibid., p. 42. 
3Prescott and Chidester, Op. cit., p. 59. 
4 Ibid. 
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h. Promotion 
Good for students. Promotion to the next phase of the 
program should be the goal and aspiration of all students. 
Practice cards, progress charts, testing and all other mo-
tivating techniques are for the benefit of the student so that 
he may be motivated to complete the required work and move up 
the ladder to the next ensuing phase of the program. Pro-
motion, to have any stimulating and motivating effects, should 
be reserved for students satisfactorily completing all assign-
ments. 
Beginning Band and Orchestra Groups 
This part of the instrumental music program may be re-
ferred to as the transition period between instruction on the 
elementary level and advanced. It is important in that it 
serves the transitory function of continued musical growth and 
development. In some instances, beginning band and orchestra 
groups are a segment of instruction on the elementary level. 
However, it makes little difference where it is found in the 
program, the function is always the same. 
Motivating factors for the beginning band and orchestra 
groups is a combination of those mentioned for the instru-
mental classes, ensemble groups, and the high school band and 
orchestra groups. 
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Ensemble Groups 
The name, Ensemble Group, usually denotes an instru-
mentation considerably less than the average school band and 
orchestra. Although there are many usual types to be found, 
there is no set rule which specifically states what ensem-
ble instrumentation should be. The range is wide and di-
versified. 
Aside from the musical and educational values of en-
semble groups, these smaller combination of instruments can 
be used when a large group would be out of the question. 
They are a great source of pleasure for the students and a 
vital factor in motivation. students are eager to join en-
semble groups. This type of activity affords students in-
dividualization and social prestige. 
Develops musicianship. A comparatively recent de-
velopment in school music, the ensemble activity is worthy 
of serious considerations: 
There is, perhaps, no other musical endeavor which 
holds greater potentialities for the development of the 
talented musical student, for not only does it offer a 
fine schooling in thorough musicianship but because of 
its adaptability to all conditions, it affords a rich 
field for future enjoyment.! 
Room for all students. Dykema and Gehrkens believe 
that beginners, as well as the advanced and talented stu-
dents, should be given the opportunity of this excellent 
1 Normann, Op. cit., 130 
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activity. It should by no means be reserved only £or the 
talented. The ensemble program should be so planned to in-
clude all the students. 
Certainly the values o£ participating in chamber mu-
sic groups are so significant, certainly this activity 
is so defensible not as a rare product or end but as an 
educational means of developing good musicianship, that 
we ought to be able to include some beginners, some fairly 
well started players, and some who are advanced. We are 
dealing here not with a select activfty for a few but a 
powerful educational force for many. 
Many advantages. Prescott and Chidester speak highly 
of this activity:2 
1. It makes for greater accuracy, independence, and 
poise in the performer. 
2. It trains the student in ensemble cooperation. 
3. It broadens and deepens the players general mu-
sicianship, having unexcelled artistic possibil-
ities. 
4. It promotes a more rapid musical growth. 
5. It develops in the performer and listener, a more 
sensitive appreciation and enjoyment of music as 
an art. 
6. It opens up to the players a new field of musical 
literature. 
The educational and musical value of ensemble train-
ing can not be disputed. It offers one of the best means of 
emphasizing good musicianship. "Small ensemble furnishes 
1 Peter Dykema and Karl Gehrkens, The Teaching and 
Administration of High School Music, Boston, C. C. Birchard 
Company, 1941, p. 194. 
2 Prescott and Chidester, Op. cit., p. 132. 
:51. 
-the specific type of musicianship building which directors 
1 
agree make for finer bands and orchestras." 
Motivation in Ensemble Groups 
a. Motivating Factor 
strong stimuli. For the past several years ensemble 
activity has been a strong stimuli for the instrumental music 
program in the Roosevelt Junior High School, Cleveland Heights, 
Ohio. 2 The strong appeal of ensemble activity has motivated 
students to work hard and gain much in the way of musical ex-
periences. Their cooperation and willingness to work is man-
ifested by the ten yearly public performances of their en-
semble groups. The director, Mr. Klotman, says that students 
are motivated because: 
Ensembles provide an opportunity for members of the 
orchestra and band to become more individualized and in-
dependent, both as performers and as personalities. ith-
out minimizing the gratifying experiences of membership 
in the larger groups, we have found that the personal sat-
isfaction derived f r om participating in an ensemble greatly 
enhances one's feeling of individual accomplisluaents.3 
b. Organizing Ensemble Groups 
Include everyone. Mr. Klotman suggests, 11Get as many 
as possible to participate in ensemble work. 114 Room should be 
made for everyone in the program. Player's ability, of course, 
1 George E. Waln, "More About Ensemble Playing," Music 
Educators Journal, April, 1944, p. Z4. 
' 
2 
Robert H. Klotman, "Individualizing by Organization 
of Ensembles," The Instrumentalist, December, 1953, p. 18. 
3 Ibid. 
4Ibid. 
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should be considered when forming groups. However, "Many a 
child has shown marked improvement as a result of being placed 
in a group_ with more proficient players."1 This is a good point 
to consider, particularly, when a talented student is lacking 
in ambition. 
Varied instrumentation. Almost any reasonable combi-
nation of instruments is desirable in forming groups. Selec-
tion may be influenced by a number of different reasons; stu-
dent friendships, geographical location of homes, desired in-
strumentation and many others. Students can be encouraged to 
for.m their own groups with the director acting in an advisory 
capacity. Cliques should be guarded against and not permitted. 2 
Student leadership. "If it is thought that a set-up of 
small ensemble work would call for an impossible expansion of 
the music staff, part of the answer is that it can, to a very 
considerable extent, be organized under student leadership." 3 
Actually, the ensemble program can (and it should) be organ-
ized so as to require a minimum of the director's time but to 
effect a maximum of teaching efficiency. 
c. Materials 
Selection £! students. Music for ensemble groups should 
be interesting to the students. Motivation will be fUrther 
1 Klotman, Op. cit., p. 18. 
2John K. Richards, "Brass Ensemble Foster Permanent In-
terest in Music," The Instrumentalist, January, 1954, p. 24. 
3Ibid. 
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increased if students are permitted a hand in the selection 
of materials for their groups. The director must act in a 
highly advisory capacity to see that the materials are edu-
cationally and musically sound. Musch ensemble material 
should be included in the school instrumental library for 
students to make free selections any time they wish. All 
periods should be covered, including the moderns. Advanced 
students should be encouraged to create original compositions 
and arrangements. Public performance of a student's work is 
a big boost to his ego. 
d. Public Performances and Recitals 
Good for students. There will be many occasions for 
ensemble groups to perform in the community. Meetings of 
school organizations, parent groups, church clubs, fraternal 
societies, service clubs and other such organizational get-to-
gathers, present a wonderful opportunity. The moti vation re-
sulting from performing in public is highly desirable. The 
director should take full advantage of all such opportunities. 
Frequent, good performances serve also to advertize the pro-
gram. 
Recitals after school. At the Roosevelt Junior Hi gh 
School, Mr. Klotman's groups hold a recital hour once every 
six weeks directly after a convenient school day. "Solos and 
ensembles audition for the privilege of performing and are 
chosen on the basis of preparedness rather than on level of 
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ability."1 Recitals are open to all parents and students .free 
o.f charge. Recitals, ensemble concerts, and other public per-
formances are necessary for the success o.f the ensemble pro-
g ram. 
e. Rehearsals 
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Home rehearsals. SUpervisors who have ensemble pro-
grams suggest that ensemble rehearsals (except .for special rea-
sons) take place outside o.f school. Rehearsals can be conven-
iently held in the homes of the participating students, rota-
ting each week. Parents can be asked to supervise the adminis-
tration while a student leader can attend to the musical busi-
ness of the rehearsal. The motivating e.ffects of such an ar-
rangement are quite obvious. Parents become enthused along 
with the students. This is an excellent method by which parent 
cooperation and participation may be secured • 
.f. The Private Teacher 
Friendly relations. Ensembles present the opportunity 
.for the private teacher to get into the act. The most .friend-
liest relationships can be built between private teacher and 
supervisor through the ensemble program. In Cleveland Heights, 
Mr. Klotman says that private instructors are most helpful and 
willing in the preparation of their students .for ensemble per-
formance. They work extra hard in motivating students and 
1 Klotman, Op. cit., p. 18. 
incite a good deal or home practice. Mr. Klotman also sug-
gest that when private teachers do help the supervisor in 
the preparation of ensemble groups ror public per~or.mance, 
1 full credit should always be given them publically. 
g. Student Participation 
Many student opportunities. The ensemble program pre-
sents untold opportunities for student participation. As a 
motivating factor, student participation is a hard one to 
surpass. When students are permitted a serious hand in things, 
they will try very hard to please the director and make a good 
impression. students can take part in: 
1. Forming their own groups. 
2. Conducting rehearsals. 
3. Selecting music. 
4. Original writing and arranging. 
5. Planning the recital program. 
6. Planning an ensemble contest. 
Active participation on the part or the student in the 
administration or the ensemble program creates added interest, 
pride, and a potent source of motivation. The ensemble pro-
gram is an all important stimuli ror students, parents, and 
for the director as well. 
h. The Dance Orchestra 
A strong motivating ractor. Another for.m of small group 
activity, and a very strong motivating ractor, is the popular 
1Klotman, Ibid. 
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dance orches t ra, variously called, dance band. According to 
Weldon, 1 the high school dance band not only creates general, 
all-round interest in the music program but also raises the 
standard of individual playing skill. He states: "Here is 
a type of ensemble playing which demands good intonation, 
articulation, perfect phrasing, and a feeling for steady rhy-
2 tbm. 11 Its outstanding benefits are, "· ••• facilitating 
3 the reading (the perception) of ·rhythm patterns." The a..ong 
slurred phrases which students learn quickly to feel are out-
standing for tonal development. 
Weldon also emphasizes the point that student parti-
cipation in school dance bands gives a big boost to his social 
prestige. 4 This creates a strong desire to become more and 
more musically proficient. Students will go out of there way 
to practice. They very often sacrifice other activities for 
a dance band rehearsal. 
To be most effective, Weldon believes that this acti-
vity should be a part of the regular curriculum. It can then 
be guided and controlled to serve useful purposes, not only 
as a means of motivation, but as a means of serving the school 
and the program. Robert Rice, in agreement with Weldon, states: 
"I am of the opinion that the dance band has a definite place 
1 Richard E. Weldon, ''Dance Orchestra in High School, 11 
The Instrumentalist, November-December, 1948, p. 20. 
2Ibid. 
3Ibid. 
4Ibid. 
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in public schools when it is used with good judgement and 
is definitely made a part of the music training program. 111 
The High School Band and Orchestra 
The high school band and orchestra are, normally, the 
largest instrumental groups in the program. Some schools, 
for various reasons, have a band but not an orchestra. There 
are other instances where the opposite is true. However, the 
present trend is to try to include both organizations in the 
instrumental music program. 
Their educational purposes are the same. Both, band 
and orchestra, exist for the benefit of the student. Through 
the medium of instrumental music, both organizations try to 
develop a keener sense of musical awareness and add cultural 
richness to living, now and for the future. 
Though the aims and objectives are the same, the function 
of the band and orchestra are quite different. Functions may 
sometimes overlap but generally speaking, the band is used for 
informal events. The orchestra is more adaptable to formal at'-
fairs. This is not to say that the band never gets formal, nor 
the orchestra informal, the said pattern is a generalization. 
Frequently, it is the practice. Where the band is called upon 
for football games and other athletic events, the orchestra 
furnishes graduation music. 
lRobert A. Rice, "Place of Dance Band in High School," 
The Instrumentalist, November, 1953, p. 50. 
'< . 
·.:-- .· 
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Motivation in the High School 
Band and Orchestra 
a. Rehearsals 
Good rehearsals important. The importance of good re-
hearsals, when progress is made and students are motivated, 
can not be over-emphasized. The director who is desirous of 
his organization's musical growth, and the musical growth of 
his students, should know how to conduct a good rehearsal. 
He should be familiar with rehearsal procedure and rehearsal 
motivating techniques. 
Director is responsible for motivation. According to 
Normann, the director is responsible for motivation during 
the rehearsal.l If a successful rehearsal is a serious ob-
jective, the director must acquaint himself with rehearsal 
motivating techniques. There are a variety of ways by which 
a director may motivate his students, however, students are 
best motivated by a director who knows his business. A di-
rector who is a good musician, leader, teacher and educator, 
is a strong motivating force in himself. 
Progress is needed. Above all else accomplishment 
distinguishes the successful rehearsal. Progress which stu-
dents can see and feel condition them for further accomplish-
menta. 
Nothing is quite so exhilarating as the realization 
that definite progress is being made, and the group that 
~ormann, Op. cit., p. 211. 
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realizes that every minute is valuable in achieving greater 
musical perfection looks forward with eagerness to each suc-
ceeding meeting.l 
Objectives must be visualized. Aims and objectives of 
the rehearsal should be sensed by players as well as the di-
rector. If students are to be properly motivated they must 
visualize a goal before them. They will work hard if the goal 
is worthwhile and obtainable. 2 
Ideals. "An orchestra rises no higher than the ideals 
of its conductor. 113 If the director is satisfied with careless 
playing, his students will adopt the same attitude. On the 
other hand, the inspired conductor who always holds before him-
self objectives of a future ideal, passes this inspiration on 
to his students. 
Like measles, such inspiration is contagious, and the 
whole organization becomes rapidly infected. Its most 
noticeable symptoms are an infinite capacity for serious 
work and a joyful zest in overcoming obstacles.4 
b. Rehearsal Techniques 
Stimulating Rehearsal Techniques 
as Practiced by Three Outstanding Directors 
Al G. Wright, Director of Music, Miami Senior High 
School, Miami, Florida, states: "Rehearsals are of paramount 
lNormann, Op. cit., p. 211. 
2 Ibid., p. 213. 
3Ibid. 
4Ibid. 
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importance and the time should be used with the utmost of' e:f-
1 f'iciency. " He puts great emphasis on thorough organization 
and planning. His suggestion~ are:2 
1. Individual warm-up should be done before the tardy 
bell. It should not be loud nor permitted to get 
out of control. 
2. The rehearsal should start right on time. Announce-
ments should be saved for later. 
3. Group warm-up should be done with unison scales from 
memory. Occasional elimination of scales will tend 
to prevent a too rigid rehearsal procedure. 
4. Tone quality and intonation should be emphasized dur-
ing warm-up. Scales should be taken slowly. Tempo can 
be increased gradually when scales are learned. 
5. The group should also practice unison rhythm patterns. 
The surest way to improve an organization's sight-
reading ability is through regular use of scales and 
rhythm-pattern ensemble playing. 
6. There should be constant check on intonation. Stu-
dents should be made intonation-conscious of' each 
note they play. 
7. All stands, chairs, and other equipment needed f'or 
the rehearsal should be in readiness bef'ore the start 
of the rehearsal. Music should be on the racks. 
8. Music for the rehearsal should be carefully selected. 
Open with a selection that utilizes t h e f'ull ensemble. 
9. If extensive rehearsing of individual sections is 
necessary, maintain attention and interest by moving 
from section to section, and f'requent playing by the 
full ensemble even though for only a few measures. 
10. Introduce some new material for each rehearsal. 
11. Pla~ t hrough something completely at ea ch rehearsal, 
preferably near the close. 
( cont:t,.,_u.,~ ~ 
1Al G. \:Vright, "Making Rehearsal Time Count," The 
Instrumentalist, January, 1954, p. 20. 
2 Ibid. 
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-12. The rehearsal should close on time; promptly. 
Sincere compliments ror good work should be 
made at this time. 
13. No playing or noodling should be permitted to 
go on after the rehearsal is closed. 
14. Each rehearsal should be an educational end in 
itself. students should have the feeling of having 
accomplished some definite thing at each rehearsal. 
Individual student problems should be handled after 
school or during study periods. 
In conclusion, Mr. Wright states: 
Music educators universally agree that the most impor-
tant single element in the motivation of a student for 
participation in school band or orchestra activities is 
an interesting dilly rehearsal. We must constantly strive 
toward this end. 
Orin L. Bartholmew, Director of Instrumental Music, 
Eunice, New Mexico, states: 
Rehearsals that improve the playing of a band are prob-
ably the long-sought-after key to a first division organi-
zation. The important factor is not the amount of time spent 
each day in rehearsal but the manner in which the time is 
spent. A rehearsal is of no value if it does not bring about 
improvement in playing and appearance or the group • • • • 
Good rehearsals are the result of good planning •••• 
right habits .2 
Planning the rehearsal and the development of good habits 
are important rehearsal techniques. Mr. Bartholmew feels that 
these two elements are vital for motivation and stimulation in 
the rehearsal. "A good musician is one that has formed right 
habits in playing and does not deviate from them even under 
pressure of many notes and rapid tempo. 113 
libid. 
2 Orin L. Bartholmew, "Making Rehearsal Time Count," 
The Instrumentalist, January, 1954, p. 21. 
3Ibid. 
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-Mr. Bartholomew's suggestions are:l 
1. Distribution of music and seating arrangements 
should be done in advance of the rehearsal. 
2. The lesson plan for the rehearsal should be clearly 
written on the blackboard so that students may ar-
range their music in proper order. 
3. Stress good seating posture. It should become a 
habit. Good seating looks good and it is necessary 
to good tone and articulation. 
4. Drill sections during the full rehearsal. Alternate 
about three minutes to a section. 
5. Always stress good musicianship. The director should 
insist on good balance, interpretation, correct rhy-
thm and tone at all times. Soon, students will want 
to do everything correctly. 
6. Point out the interesting parts of each section and 
how that section fits into the whole. 
7. Habits for good attack should be stressed, good pos-
ture and alertness at all times. Instruments should 
be brought up in a business-like manner. 
8. Insist upon an attack that is in balance with the 
group at all times. 
Mr. Bartholomew concludes by saying: 
When the rehearsal is improved so that the band sounds 
well each day, there will never be any question about what 
the programs will sound like, and the band will be con-
sidered outstanding.2 
James W. Dunlap, Associate Professor of Music Education, 
Pennsylvania State College, State College, Pennsylvania, after 
many years of experience in the field of music education, is 
of the opinion that motivation and stimulation in the rehearsal 
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is of utmost importance. Students will benefit from the re-
hearsal, and be motivated to do good work, when there is com-
plete organization, no loss of valuable time, obvious pro-
gress, and a good musician at the head of the group. His 
suggestions are:1 
1~ Start the rehearsal on time and, in fairness to 
your group, stop on time. 
2. Chairs, stands, and music should be all arranged 
before the rehearsal. Music selected to be played 
should be listed on the blackboard. 
3. The rehearsal should start with a chorale for the 
purpose of warming up the group. 
4. Emphasize intonation during the playing of the 
chorale. Stop frequently to check pitch of Bb chord 
against electric tuner. 
5. Devote a few minutes of each rehearsal for sight-
reading. 
6. Rehearse with the whole group difficult rhythmic 
figures. 
7. Strive for sectional and group balance. 
8. Keep your students on the alert during the complete 
rehearsal. 
Professor Dunlap concludes by saying: 
As a director, it is your responsibility to make your 
ensemble constantly conscious of the following: good in-
tonation, correct interpretation of all rhythmic figures, 
proper balance, and all other phases of rehearsing which 
insure a fine performance.2 
The director can further increase motivation and stimu-
lation in the rehearsal by having the proper attitude and 
1 James W. Dunlap, "Why Rehearse," Educational Music 
Magazine, January-February, 1953, p. 25. 
2 
Ibid. 
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-some well chosen comments. Prescott and Chidester sug-
gest the following: 1 
1. Encouraging remarks and comments should be made 
at every rehearsal. 
2. Announcements should be made which make parti-
cipation in the organization more desirable. 
3. Motivation, stimulation, and inspiration should 
come from the director often and in a manner such 
as: 
{1) Always be quick to glorify good performance. 
{2) Always recognize every bit of improvement no 
matter how slight it may be. 
(3) Promise for the fUture only that which is as-
sured. 
(4) Remark about the kindness of townspeople who 
make mention of the band and orchestra over 
the radio, in the press, or in public . gather-
ing. 
(5) Stress good scholarship and citizenship by 
making special mention of recognized accom-
plishment. 
{6) Point out new instruments as they appear in 
the organization. 
(7) Invi te interested outsiders to the rehearsals, 
to give constructive criticism and recommenda-
tions. 
(8) Call attention to newspaper clippings posted 
on the bulletin boards. 
{ 9.) Let your future announcements of future high-
lights in the calendar year be cumulative from 
rehearsal to rehearsal by starting with possi-
bilities, hopes, and tentative plans, and lead-
ing finally to definite preparations and reali-
zations. 
(continued) 
!Prescott and Chidester, Op. cit., p. 100. 
45 
(10) Call the accomplishments or members or cham-
ber music and solo playing by having out-
standing perrormances rendered during rull 
rehearsals. 
c. Materials 
Interesting ror students. Students are rurther moti-
vated when the music they are playing has high appeal ror them. 
A popular song, cleverly arranged, will orten add a spark of 
enthusiasm. A solo or a current hit, or reaturing a section, 
will foster equally good stimulation. There is always room 
for a novelty in good taste. A polka will put a snap into the 
rehearsal after strenuous work on a more demanding composition. 
The basic library, of course, should be of a serious nature 
and contain such compositions that will cultivate musical 
growth and development. However, it is also important to 
have sufficient light material such as already mentioned. 
Righter believes that materials for bands and orches-
tras should be interesting from a student viewpoint, educa-
tionally sound, and ensure musical growth and development. 
The library should include a wide variety of materials repre-
senting the various categories. Righter further believes that 
they should be based upon melodic content, harmonic interest, 
construction, dynamic variation, and arrangement. Good music, 
presented in a manner conducive to learning, is stimulating 
and contains many opportunities for student motivation.l 
1 charles Boardman Righter, Success in Teaching School 
Orchestras and Bands, Minneapolis, Paul A. Schmitt Music Com-
pany, 1945,-p: 171. 
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d. Awards 
Students desire approval. When properly managed, a 
system of awards has considerable motivating power. Again, 
there is a strong desire for visible recognition of merit 
during adolescense. Students are extremely sensitive to the 
approval of members in their own group. rtAn award sets the 
stamp of official sanction upon their skills and ability."1 
Students will work hard .for this recognition. It o.f.fers the 
stimulation they understand and quickly respond to it. 2 
The .following award plan was used with much success 
by Theodore F. Normann when he was supervisor in the rural 
schools of Medina County, Ohio: 3 
Medina County Public Schools 
Department of Music 
Three awards based primarily on the attainment of skill 
and a general knowledge about music will be o.f.fered in all 
the county schools. Standards of attainment have been sug-
gested which will give to all students who are interested 
a well-rounded musicianship, and will establish a program 
which will mean much to the future musical organizations 
in the county schools. 
The awards to be given are: 
Award A •••••••••••••• 1,200 points 
Award B •••••••••••••••• 1,000 points 
Award C • • • • • • • • • • • • • • • • 500 points 
Award B: Applicant must have at least 50 points credit 
for reading and study. Award A: Applicant must have at 
least 100 points for reading and study. 
(continued) 
1Normann, Op. cit., p. 121. 
2Ibid. 
3 Ibid. pp. 121-23. 
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Points may be earned as follows: 
1. Ability as a performer: Applicant to appear as a 
soloist in a public program, on his major instr~­
ment or as a vocalist. Each appearance to count 
25 points with a maximum o£ 50 points possible. 
2. Membership in high school musical organizations: 
(a) Chorus • . • • . • • 50 points each year (b} Glee Club . . . . • • 50 points each year (c) Orchestra . . . • . . 50 points each year (d) Band . . . . • . . • 50 points each year 
All high school organization points will be earned in 
the following manner: Out of a possible 50 points 20 points 
will be given for attending rehearsals regularly, the bal-
ance will be earned by participating in public performances 
of the organization. 
3. Membership in community organizations: 
(a) 
(b) 
(c) 
(d) 
sunday School 
Grange. . • . 
Town Band • . 
Choir . • . • 
Orchestra • . . 
. . . . . • . • 
. • . . . . 
. . . . . . . . • . 
25 points 
25 points 
25 points 
25 points 
4. Ensemble or neighborhood groups (An ensemble to be 
made up of three or more perrormers each playing or 
singing an independent part. Minimum public appear-
ances, four): 
(a) String trios, etc. • • • • • • • 35 points 
(b) Vocal groups •••••••••• 35 points 
(All ensembles must meet with the supervisor in charge) 
5. Membership in county organizations: 
(a) County Chorus • • • • • • • • 25 points 
(b) County Orchestra ••••••••• 25 points 
(c) County Band ••••••••••• 25 points 
6. Reading and study: 
(a) Reports on books listed in the bulletin or any 
book that is approved by the supervisor • • • 
• • • • • • • • • • • • • • 25 to 50 points 
(b) Making a scrap-book of newspaper clippings, 
magazine articles, etc., on current topics 
of music interest • • • • • 25 to 50 points 
(c) Concert attendance. Any artist group such as a 
symphony orchestra, string quartet, or soloist 
of national reputation ••• 10 points for each 
concert with a maximum of 50 possible points. 
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(concluded) 
Since several years of preparation are necessary in 
order to acquire sufficient skill to be an instrumental 
player, a bonus will be given to all instrumental stu-
dents as follows: 
Violin, Viola, Cello and Pipe Organ ••• 
Piano, French Horn and Oboe •••••••• 
All other orchestra and band instruments. 
Student directors of organizations, if a 
50 points 
40 points 
35 points 
member • • • • • • • • • • • • • • • • • 60 points 
If not a member. • • • • • • • • • • • • 50 points 
Choral accomp anist. • • • • • • • • • 75 points 
All general organization points are tentative depend-
ing on the performance of a selected solo by each a ppli-
cant. Thus, it will be impossible for a student to win 
an award until he shows himself capable of making a cred-
ible public appearance as a soloist. 
Prescott has devised a system of merit awards to stimu-
late interest and create motivation in technique study: 1 
Merit Awards for t h e Prescott 
1st Preparatory 
Exercises 
2nd Preparatory 
Exercises 
1st 12 weeks of 
Advanced 
Technic 
1st year Advanced 
Technic 
2nd Year Advanced 
Te ,chnic 
Technic System 
Preparatory Button 
with One Star 
Prepara tory Button 
with a.'w.e Stars 
Preparatory Button 
with Three Stars 
Bronze Pin 
with one star 
Bronze Pin 
with two stars 
(continued) 
Award A 
Award B 
Award C 
Award No. 1 
Award No. 2 
1Prescott and Chide ster, Op. cit., p. 128. 
49 
-3rd Year Advanced 
Technic 
4th Year Advanced 
Technic 
5th Year Advanced 
Technic 
6th Year Advanced 
Technic 
7th Year Advanced 
Technic 
8th Year Advanced 
Technic 
9th Year Advanced 
Technic 
lOth Year Advanced 
Technic 
llth Year Advanced 
Technic 
12th Year Advanced 
Technic 
(concluded) 
Bronze Pin 
with Three Stars 
Silver Pin 
with One Star 
Silver Pin 
with 1:wo Stars 
Silver Pin 
with Three Stars 
Gold Pin 
with One Star 
Gold Pin 
with Two Stars 
Gold Pin 
with Three Stars 
Master Musician 
Key in Bronze 
Master Musician 
Key in Silver 
Master Musician 
Key in Gold 
Award No. 3 
Award No. 4 
Award No. 5 
Award No. 6 
Award No. 7 
Award No. 8 
Award No. 9 
Award No. 10 
Award No. 11 
, -.Award No. 12 
The following award system was successfully used as a 
motivating device in the Schools of Port Washington, New 
York. Students who have played in the band for at least 
four school terms and have earned a total of 2,000 points 
through the merit system are awarded a school letter. The 
award system can also serve other uses such as, determining 
semester grades. 1 
lBodegraven, Op.cit., pp. 57-58. 
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Merit System Record of 
Credits 
Membership in Band 
(500 points per 
term) 
Membership in other 
Musical Organizations 
(100 points per term) 
Librarian 
(100 points per te~n) 
Stage Manager 
(100 points per term) 
Solo in Assembly 
(10 points) 
Weekly Private Lessons 
(50 points) 
1 hour Daily Practice 
(100 points per term) 
School Year 
---
Total Demerits 
Unexcused Tardiness 
(50 points each) 
Unexcused Tardiness 
(25 points each) 
Less than 3 hours 
Weekly Practice 
(25 points) 
Music not Returned 
(50 points) 
Unexcused Absence 
from Final Rehearsal 
( 200 points) 
Shabby Uniform 
(50 points) 
Talking in Marching 
Practice (20 points) 
Grand Total 
e. Testing and Promotion 
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Total 
A desire to excell. Some directors believe in a thorough 
system of testing and promotion as a means of motivating stu-
dents. The desire to excell, and recognition of group approval, 
is a powerful motivating factor. This is particularly true in 
group work where it is easy to compare individual achievement.l 
1 Bodegraven and Wilson, Op. cit., p. 109. 
r 
- -
Perhaps the most elaborate system of testing and pro-
motion is that of Gerald R. Prescott, which he calls, The 
Prescott Technic System.1 It is an arrangement whereby all 
students progress along a pre-arranged, systematic course of 
study that covers a period of several years. 
A program for testing and promotion which is all-inclu-
sive is the following suggested by Jones: 2 
A. Testing 
1. By progressive outline of study: 
a. Each exercise checked as passed 
b. Oral and written test on music fundamentals 
and theory 
2. By try-out 
a. Assigned try-out: 
(1) On material selected from current concert 
or ensemble repertoire, or from technical 
exercises, study books, or individual solo 
(2) Scheduled regularly every two weeks 
(3) Assigned by section leader and approved by 
director; or assigned by director 
(4) Assigned in two ways: 
(a) To be memorized (which insures practice) 
(b) To be played from music 
b. Unassigned try-outs: 
(1) On material from current repertoire 
(continued) 
1Prescott and Chidester, Op. cit., Chapters IV-IX. 
2Llewellyn Bruce Jones, Building The Instrumental Music 
Department, Boston, Carl Fischer, Inc. 1949, pp. 67-68. 
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(2) Not scheduled; called as a surprise 
(3) Played ~rom music (the more talented stu-
dent makes the best showing in this type 
o~ try-out) 
c. Challenge: 
(1) Material chosen ~rom challenged person's 
~olio; challenger and challenged each se-
lect two passages; the director selects 
one passage which is always sight reading 
for students 
(2) Scheduled whenever a player wishes to chal-
lenge a person holding a higher position; 
must be played within two weeks, sooner if 
agreed by both parties 
(3) Each student chooses two pupils to judge; 
the director chooses one, or acts as a 
~ifth judge himself; the challenger plays 
~irst; neither hears the other play 
d. Methods of judging try-outs: 
(1) By pupils' vote on the playing of the try-
out, with director retaining veto 
(2) By director's judgement of private try-out 
3. By periodic written test over material studies: 
a. Elementary theory 
b. Elements o~ notation 
c. Music vocabulary 
d. Repertoire titles and composers 
e. Music history 
B. Promotion 
1. By years, on completion of speci~ied material: 
a. First year--Beginning class: 
beginning method; prerequisite exercises 
(continued) 
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-( concluded) 
b. Second year--Intermediate class, or junior 
high school training band or orchestra ma-
terial; prerequisite exercises, advanced 
c. Third year--Junior high school first band or 
orchestra: intermediate band or orchestra ma-
terial; class C and D, National list; begin 
advanced technique work 
d. Fourth year~-High school training band or 
orchestra (a few may make the first group): 
ensemble training material; review of pre-
requisite exercises; music material from 
classes B, C, D, National list; Continue ad-
vanced technique work 
e. Fifth year--Concert band or orchestra: ensem-
ble drill as required; study of higher forms 
of music such as class A, National list; con-
tinue advanced technique work 
f. Sixth year--Concert band or orchestra; ensem-
ble drill as required; continuous study of 
higher for.ms of music; continue advanced tech-
nique work 
2. By passing additional technical -material at any 
time during year 
3. By try-outs at any time during year 
The above method, or system, of Testing and Promotion, 
aims at motivating students toward good musicianship and in-
strumental proficiency. Too often students are permitted mem-
bership in musical organizations who are lacking in the neces-
sary skills and fundamentals. This can be discouraging to all 
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persons concerned, the serious students as well as the director, 
who want to see their organization top-notch. 
f. Public Performance 
Needed motivation. The number of annual performances 
of high school bands and orchestras varies greatly with local 
situations. The range may vary anywhere from one or two per-
formances annually (particularly in newly formed programs 
where little or no instrumental music was previously being 
done) to as many as fifty in the well established programs. 
some popular high school bands may even exceed that number. 
More important, is that public performances can be one of the 
best means of motivation. Students are stimulated and want 
to acquire greater skills in general, all-around musical pro-
ficiency.1 
Public performances should be carefully planned well in 
advance. They should be aimed at stimulating musical growth, 
initiative, and musical awareness. 
Opportunities for performing music in public, on occa-
sions ranging from the simplest to the most elaborate and 
formal, should always be thought of and planned with ref-
erence to their development • • • • They should be thought 
of as opportunities for fostering musical awareness, musi-
cal initiative, mu~ical discrimination, musical insight, 
and musical skill. 
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Carefully selected programs. Because students will work 
hard when they know a public performance is at hand the director 
should carefUlly consider the program. Musical and educational 
objectives should be of prime importance and interest. 11 Good 
1Mursell, Op. cit., p. 306. 
2 Ibid. 
programs • • •• are real challenges, real stimuli, to musical 
growth.ul Mursell cautions that public performances which re-
sult from routine drilling on a very small repertoire of mu-
sical compositions whose musical content is questionable should 
be avoided. 2 
Students~ help. If students have a hand in prepara-
tion of public performances, they will be motivated still fUr-
ther. students' interests are easily aroused by permitting 
them to contribute their creative talents and abilities. Mem-
bers of the band and orchestra may have a part in selecting 
portions of the program, prepare program notes, write origi-
nal compositions, develop a novel idea of presentation, and in 
numerous other ways. It is also wise for the director to dis-
cuss musical aspects of inter·pretation with students. This 
will not only arouse interest but keep them more musically 
alert. Subtleties can be brought to the surface for discus-
sion and attention. A guided discussion after the concert of 
what has been done, what has gone well, what has gone badly 
and why, is also stimulating to the students.3 
g. Student Officers 
Diredtors should capitalize. "Many music teachers fail 
to capitalize on a 'sure-fire' thing when they fail to make 
1Mursell, Op. cit., p. 306. 
2Ibid. 
3Ibid. 
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use of student participation.nl Student participation saves 
the director much needed valuable time for other more impor-
tant tasks and at the same time it creates greater interest 
among students. It directly results in greater pride in the 
organization and further acts as a strong stimuli. Supervi-
sors will agree that interested students are more susceptable 
to the learning process and are easily motivated to do better 
work. 
Victor Weidensee, supervisor of instrumental music at 
Eugene, Oregon, has successfully experlmented with two types 
2 
of student participation: 
1. Student appointed, to assist with daily administra-
tive duties of the class room. 
2. Elected officers, concerned with action of the 
group. 
The teacher appointed type includes: 
1 
(1) Student to take care of attendance 
(2) Student to operate recording machine if one is 
being used 
(3) Student in charge of tuning 
(4) student librarian 
(5) Trip monitor 
(6) student conductor 
{7) Drum major 
(continued) 
Victor Weidensee, "student Participation," Educational 
Music Magazine, January-February, 1954, p. 35. 
2Ibid. 
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-(concluded) 
Student elected and group action type includes: 
(1) President 
(2) Vice-President 
(3) Secretary 
(4) Treasurer 
(5) Stage Manager 
(6) Uniform Custodian 
(7) Historian 
(8) Publicity Chairman 
(9) Social Chairman 
The student elected group should hold regularly sched-
uled meetings for the purpose of discussing ruture plans, new 
ideas, and other such matters. Meetings should be conducted 
in an approved manner and under the guidance of the director. 
A music council comparable to the executive committee 
ot an adult organization should be chosen to act as a clearing 
house tor all ideas concerning the organization. They can or-
ganize the ideas and present them before the large group tor 
discussion and action. 
If the organization is a band a student committee can 
be given the responsibility for ideas on football shows. A 
new committee can serve each week. Committees work best when 
they are from the same section of the band. They really work 
hard, trying to outdo each other's previous eftorts.1 
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h. Solo Playing 
Builds confidence. Learning to play solos and making 
public appearances as a soloist is stimulating and instills 
a most desirable type of motivation. Solo activity develops 
broader musicianship and builds confidence, particularly for 
those who regularly play second, third, and afterbeat parts 
in the band or orchestra. "Systematic study of solos for 
first-chair men needs no justification; it is recognized as 
1 
essential." Having a visible and tangible goal to reach, pre-
paring to play a public solo, offers some of the best possible 
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motivation for a student to practice. This valuable experience 
should be their's frequently. 2 
Solo experience should not be reserved solely for the 
advanced high school student. Nor, on the elementary level, 
should it only be for the very talented. Everyone in the in-
strumental program should have this opportunity. It may very 
well be the dullest student in the group who might profit 
most by just such an experience. The less talented need the 
strongest stimulation. 
i. Private Instruction 
Though group instruction serves well an increasingly 
important function, it is through the advantages of private 
1 Prescott and Chidester, Op. cit., p. 131. 
2 Ibid. 
instruction that the advanced student is able to progress 
further. 
There is no reflecting the fact that for the advanced 
students it is practically the only type of instruction 
that has up to the present time developed both technical 
skill of the first rank and a high degree of artistry.l 
Increased instrumental skill. Students of high school 
age should be encouraged to supplement their school training 
with private instruction. The private teacher, as a special-
ist, can guide the student toward greater instrumental skill 
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and mastery. The private instructor's special knowledge, skill, 
and techniques of his particular instrument motivates the stu-
dent, creating the desire to imitate. 
Because the private teacher has much to offer to as-
piring young instrumentalists, the instrumental supervisor 
should seek to make friends with the dependable private in-
structors in his community. Together they can plan the ad-
vanced training of students who are ready for this type of 
work. 2 
School credit for private lessons. As an added incen-
tive, Traugott Rohner believes credit should be given for pri-
vate study. He suggest that the term of private lessons should 
coincide with the semester of the school. Certain minimum re-
quirements should be agreed upon such as; at least one forty-
five minute private lesson per week; at least six hours stu-
dent practice per week. 3 
1 Normann, Op. cit., p. 146. 
2Traugott Rohner, "Private Lessons with School Credit,n 
The Instrumentalist, September-October, 1949, p. 30. 
3Ibid. 
- . 
Rohner further suggest that: 
Printed or duplicate forms might well be used to stand-
ardize and control the set-up. One form which the private 
teacher fills in would list the material studied, the num-
ber of lessons given, the progress made by the student, 
and the grade suggested for this work. On the same form, 
or another one, might be a place for the parent to state 
the number of hours of practice the student has completed. 
• • • • An examination near the close of the semester of 
all students who have applied for private lesson credit is 
desirable not only for the motivation it offers the stu-
dent to secure a good grade (may be a combined grade with 
that given by the teacher) but also to denote progress a-
chieved and to maintain certain standards.l 
j. Attending Concerts 
Stimulating for students. Students should be encouraged 
to attend concerts and recitals by visiting artists and out-
standing professional groups. The effects are often far-reach-
ing when students may obse:uve at first hand the performance by 
an artist of their chosen instrument. 
Two boys were members of a woodwind section of their 
hi@~ school orchestra. They were fairly interested, fairly 
industrious, fairly effective in their work and contribu-
tion. Then George Barere came to town with his ensemble 
for a woodwind concert. The orchestra director persuaded 
these boys to attend, and arranged for them to have front -
row seats where there would be a good view. He himself sat 
in t he balcony and kept an eye on t h em. He could see that 
they were fascinated. They listened with all their ears, 
watched with all their eyes. Clearly the exper ience was 
arresting •••• they talked about the concert for weeks, 
practiced harder, took their responsibility as orchestra 
members much more seriously.2 
1nnd. 
2 
Mursell, Op. cit., p. 105. 
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Chapter V. THE DIRECTOR 
Motivating Techniques 
Interest. The director's first task is to arouse in-
terest. "Interest is the chief factor in developing a will 
to learn. Without interest, learning is ineffective."1 
Whether it be the beginning instrumental class, ensemble 
group, or first band; interest must aroused and sustained to 
keep things in motion. Class lessons and group rehearsals 
must be enjo¥able. There must be humorous moments as well as 
serious. Lessons and rehearsals must be conducted so as to 
inspire and create enthusiasm.2 
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Good teachi~ techniques necessary. It is absolutely 
necessary for the director to be familiar with positive teach-
ing techniques. Good teaching will arouse interest and cre-
ate motivation. The study by Besette revealed that poor teach-
ing techniques and incompetent instruction that is thrusted 
upon pupils kills interest and retards motivation.3 It doesn't 
take the pupils very long before they realize obvious deficien-
cies in the instructor, particularly when there is no improve-
ment week by week. 
Preparation. Interest is best aroused and sustained 
when the instruction period functions smoothly. Lesson plans 
1Bodegraven and Wilson, Op. cit., p. 108. 
2Ibid. 
3Besette, Op. cit., p • 
.. 
and rehearsal plans should be prepared well in advance. The 
director should know what he wants to accomplish and the best 
methods by which his objectives may be realized. Not being 
prepared wastes time; killing time kills interest. 
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Motivation. Proper motivation is needed ~or the develop-
ment or interest and the will to learn. Authors Bodegraven and 
Wilson state: "This motivation originates with the conductor 
and may take many original forms. Three sources o~ motivation 
which should receive consideration are: 111 
(1) The attitude o~ the conductor. It is natural for a 
student to desire the-approbation o~ the conductor. Ap-
probation must, however, be used intelligently if it is to 
have any motivating force. Praise should be sincere and 
should be given only when the student has really achieved 
something. Indiscriminate praise passed out freely on all 
occasions will hardly inspire a student to do better per-
~ormance. It may easily have the opposite ef~ect. 
(2) The presence of ~ group. Students should be made 
to compete for chairs. The desire to excell in ones own 
group is very strong. The director should take advantage 
of this. Seat students according to their proficiency. 
(3) The pride which comes ~ ~ sense of increasing 
mastery. students should have the opportunity of ~ving 
before them an objective record of their progress. 
Plan for progress. "The director should make himself 
responsible for seeing that each student is proceeding accord-
ing to a plan which will result in increased mastery." 3 Strong 
points and weak points should be brought to the attention of 
1 Bodegraven and Wilson, Op. cit., p. 108. 
2Ibid. pp. 108-10. 
3 
Ibid. p. 110. 
the students. The director should always be prepared to sug-
gest remedies for weak points. Then as increasing mastery 
and proficiency on .the instrument is developed, the director 
should comment on it as recognition of work well done. The 
student himself should also recognize increased ability on his 
part and by other members of his group. In such a situation 
three important motivating factors are at work; (1) approval 
of conductor, (2) approval of group, (3) and sense of increas-
ing mastery.l 
Words of encouragement. ttstimulation and initiative 
can very easily be knocked out of a student by anger, fear, 
indifference, lassitude, and tension."2 On the other hand, a 
sensible attitude and words of encouragement from the director 
can stimulate and motivate his students toward pro gress and 
improved work. A kind word, spoken at just the right time and 
in all sincerity, very often is the incentive needed by the 
student to solve the problem at hand. 
Needed £1 students. Students are in need of having en-
couraging words spoken by their director. There are times 
when we all need encouragement. However, the director must 
constantly bear in mind that encouraging words must be sincere 
if they are to be effective. They should not be spoken for 
the sake of flattery, just to have something nice to say; 
1Ibid. 
2 Mursell, Op. cit., p. 117. 
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words must be supported by sincerity. Superficiality has no 
place here. 
Words of encouragement:l 
(1) Speak words of encouragement to your students when 
they have worked hard and have done well. 
(2) Praise the good work of students, but don't get so 
enthusiastic in the praise of a player that he gets 
the impression there is little left he can do. Keep 
raising the goal toward which the player is aiming. 
(3) All players have some strong points and some weak 
points. Acknowledge the strong points, then bring 
to the attention of the student some weak point. 
Do it in such a way that he will be motivated to 
practice and correction. "John you certainly have 
a fine tone. Now if we can just get your rhythm 
straightened out you'll be right at the top." 
(4) Make each player aware of his strong and weak point s. 
(5) Be honest with praise. 
( 6) Remei:n.lD·er, students will appreciate a word of en-
couragement moat from those who were sparing in their 
use of it. It is more sincere and therefore means 
more. 
Qualities of the SuccessfUl Director 
which Instill Motivation 
Professor Lois Schnoor, Florida State University, aska : 2 
What are the qualities that distinguish our successful 
music teacher? What are the traits, the perculiarities of 
excellence, the capabilities, the refinements that make of 
a teaching personality one which produces the ultimate in 
student growth, student attitudes, student capabilities 
and artistry? 
lBodegraven, Op. cit., p. 47. 
2Lois Laverne Schnoor, 11The Attributes of an Effective 
Teacher," Music Educators Journal, April-May, 1953, p. 58. 
Professor Schnoor answers: 1 
Foremost among the constants one might well place the 
indefinable quality known as vision, vision to see poten-
tialities in people individually and collectively, child-
ren, adolescents, and grown-ups; visions to see poten-
tialities in situations, in music, and--not least of all--
in self. 
Second among the attributes of a good teacher one finds 
knowledge of teaching techniques and ability to use those 
techniques in awakening others to an awareness of their 
own potentialities and a desire to do something about them, 
whether those potentialities be for richer human relation-
ships, for greater cultural wealth, for better physical 
health, or, musically speaking, for more intensive enjoy-
ment of music through amateur or professional performance, 
through creativity, or through more acute listening. 
The third constant would be the ability to direct 
growth • • • • 
The fourth constant would be that of faith in self as 
a man and as a musician • • • • 
Another constant would be the teacher's pride in his 
profession •••• art, music •••• 
Lastly, a never-varying attribute of the good teacher 
would be that of holding steadfastly to high musical ide-
als •••• 
Professor Schnoor believes that the above mentioned 
constants are all connected with a host of qualitative and 
quantitive tangibles and intangibles, some of which are: 2 
(1) The capacity for true friendship 
(2) Charm of personality 
(3) areative artistry 
( 4) An in qui ring mind 
1Ibid. 
2 Ibid. 
(continued) 
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(concluded) 
(5) Dynamic but controlled leadership 
(6) The ability to impart an unquenchable enthusiasm 
for teaching and learning 
(7) Personal integrity 
(8) Expanding musicianship 
(9) Expanding scholarship 
A director with the above qualities and attributes 
becomes in himself a perpetual aource of stimulation and mo-
tivation. Students can not help but prosper under his lead-
ership and guidance. 
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Chapter VI. THE PARENT 
student ~ practice necessary. It is common knowledge 
that students must practice at home if they are expected to ac-
quire a reasonable degree of musical proficiency, make their 
contribution to the instrumental program, and grow musically 
from the experience. Instrumental music programs have not 
reached the point whereby students may do all their required 
work, music study, in school and during school time. Some pre-
paration on the part of the students must be done away from the 
building. In situations where little school time is appropri-
ated for instrumental music it will mean that most of the stu-
dent~ work will have to be done outside of school. 
Parents ~ supervise ~ practice. Practice away from 
t h e school building means, of course, practice at home. Here, 
the parent is in the best position to supervise and see t hat 
this important work is getting done. Clever motivating tech-
niques on the part of the parent is essential if t h e practic-
ing is to be at all effective. 
Parent interest needs to be aroused. Parental motivat-
ing techniques can best be acquired through interest and un-
derstanding of the instrumental pro gram. Lack of interest and 
unders t anding very often is responsible for negative results. 
1 In his study, Besette concluded that lack of parental inter-
est and understanding was an all i mportant factor in student 
1 Besette, Op. cit., p. 40. 
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drop-outs of the instrumental programs. It was the opinion 
of the supervisors surveyed that parents were greatly re-
sponsible whether a student remained in the program and con-
scientiously did the home practice expected of him. 
Parents need to be informed. Observant supervisors 
have long realized that if parental cooperation, interest, 
and understanding are to be expected they must be well in-
formed of the instrumental music program. "Parental coopera-
tion will come only after parental understanding . We must 
educate the parents with the musical program, let them know 
exactly what is going on."1 Not only should the parent be in-
formed of future events but they should become familiar with 
the aims and objectives of the program. Parents will appre-
ciate this information, and readily acquire the motivating 
techniques for stimulating home practice. 
The supervisor should keep the parents posted on the 
latest activities of the pro gram. He is the most logical 
person to keep the parents up-to-date. Besette suggest three 
methods by which this may be easily accomplished: 2 
(1) Club meetings 
(2) Letter 
(3) Telephone 
Besette, Op. cit., p. 40. 
2 
Ibid. 
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-Parent Organizations 
sometimes we think of parent organizations as merely 
a means of raising money for uniforms or equipment • • . • 
but probably their greatest contribution lies in the mor-
al support they give their children and the interest they 
show in the music program.l 
Advanta~ of meetings. Parent organizations present a 
wcnd'Ef'tflli!l opportunity for the supervisor to further interest 
the parents, seek their cooperation, and to acquaint them with 
the aims and objectives of the program. At these meetings the 
supervisor can make familiar the methods of achieving these 
aims and objectives. He can explain the music curriculum, the 
activities, and dates of public performances. The supervisor 
can make known to parents what is expected of each student, 
particularly the amount of required home practice. He can dis-
cuss the application of parental motivating techniques and 
many other important matters. 
Parental motivating techniques. The following list of 
motivating techniques is for parents. The supervisor can dis-
cuss their importance with parents at club meetings: 2 
1. Equip your child with a good quality instrument. 
Cheap instruments are difficult to play. \Vhere a 
student may look forward to practicing on a good, 
responsive instrument, he may shy away from a cheap, 
dull instrument. 
2. Get interested and enthusiastic about his music mak-
ing. Learn who his friends are that play an instru-
ment and invite them to the house for practice ses-
sions. 
(continued) 
1 Robert Hull, 11 Are You Afraid of Parents," The Instru-
mentalist, April, 1953, p. 50. 
2 AnonJliilous, "Calling All Parents," The Instrumentalist, 
October, 1951, p. 36. 
70 
(concluded) 
3. Help him with his practicing. Ask him to tell you 
about his lessons. Ask him to explain things you 
don't understand. Be interested in his progress. 
4. Offer him kind words of encouragement. Let him 
know when he has done well. Let him know what the 
pieces are that you like best. Ask him to play 
things for you. 
5. Suggest in a sincere manner that he play for his 
friends. Suggest that you would welcome that he play 
for your friends. 
6. Take him to concerts and musical events in the com-
munity. Occasionally visit the big city for a musi-
cal treat. Talk about these events at home. 
7. Make it known to him that you care very much about 
his musical progress. Arrange a convenient practice 
time for him. 
8. Buy him music he likes to play. 
9. Get interested in all phases of the school instru-
mental music program. 
10. Attend all the school musical functions open to par-
ents and the public. 
Six don'ts for parents:l 
1. Don't point out his short comings unless you first 
compliment and recognize a few good points. 
2. Don't call him for practice when he is in the middle 
of another enjoyable activity, such as a ball game. 
3. Don't insist upon a certain practice time each day 
without fail. Make it convenient for the two of you. 
4. Don't stop him if he practices some music for fun 
instead of his lesson. An occasional change from the 
routine is good. 
1 
Ibid. 
(continued) 
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(concluded) 
5. Don't point out his short comings in front of his 
teacher or friends. 
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6. Don't use music as a wedge for getting other t h ings 
done; e.g., if he doesn't wash the dishes every night, 
threaten to cut off his music lessons. 
Letters 
Letters are another means for contacting parents. They 
can serve a variety of purposes and be as informative as the 
director wishes. They c~~ assume an important role in motivat-
ing home practice. Letters of a beligerent nature should not 
be written. The following serves as a good example:1 
Mr. 0. W. More 
Ida Grove, Iowa 
Dear Mr. More: 
The last term of technic classes for the school 
year starts Saturday, January 8. 
During the past term your son, Wesley, has made 
progress in the following phases of our training pro-
gram: 
1 
1. Clarinet tone 
2. Staccato attack 
3. Band and Orchestra selections 
4. Extended register 
5. Breath control 
6. Sight reading 
7. Usable legato tongue 
8. Stage poise 
9. Solo playing 
10. Chamber music playing 
11. General intonation 
12. Eighteen weeks of the Prescott outline for 
clarinet 
(continued) 
Prescott and Chidester, Op. cit., pp. 128-29. 
(concluded) 
During the next term o~ class lessons I hope 
Wesley will make still greater progress in the 
phases listed above and will also accomplish the 
~ollowing: 
1. Eighteen weeks more o~ Prescott advanced 
technic 
2. Better concept o~ various styles o~ musical 
per~ormance 
3. Playing with more expression 
4. Improved phrasing and legato styles 
5. More accurate intonation 
Sincerely yours, 
Instrumental Music Supervisor 
The positive approach o~ such a letter indicates to the 
parents that someone is taking interest in his child. Hence, 
the cooperation of the parent is readily obtainable. The let-
ter is specific, right to the point. The parent knows exactly 
what is expected of the student. The chances are that this 
type of letter will sustain parental interest, and desire the 
parent to motivate home practice. 
The Telephone 
The supervisor can get in touch with parents most con-
veniently by using the telephone. When problems need to be 
resolved quickly, and there is no time for a personal inter-
view, the telephone will prove useful and efficient. It is a 
great time saver for the busy supervisor. 
The supervisor should not hesitate to use the telephone. 
It should be used much more frequently. 11If Johnny fails to 
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show up for his music lesson or for a rehearsal don't wait to 
ask him for an excuse for an excuse. Call the parent." 1 In 
just a few minutes the parent can be reminded of the impor-
tance of attendance at lessons and rehearsals. 
The telephone can be used again when Johnny has a poor 
lesson obviously due to lack of practice. A telephone call 
will enable the supervisor to discuss this problem with the 
parent while it is current and still fresh in his mind. 2 
All telephone calls to parents should be tactrul, spe-
cific, and for the obvious benefit of the student. The super-
visor should be prepared to offer reasonable sugg estions for 
the solution of the problem at hand. All matters should be 
discussed on a friendly basis with a sincere desire of wanting 
to help being predominant. 
Parent Participation in the Program 
Greater interest. Parental interest is greatly in-
creased, and becomes more effective as a motivating factor, 
when parents can take an active part in the program. A simple 
responsibility, but none-the-less important, will create an 
abundance of enthusiasm with parents. This, in turn, is re-
flected in the students. 
1 Besette, Op. cit., p. 40. 
2Ibid. 
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Administrative function. Parents can take active parti-
cipation in the program by serving in an administrative capaci-
ty at ensemble and sectional rehearsals which are held in the 
home. A responsible student leader should be placed in charge 
o£ the music, but the parent can keep close check on attendance, 
starting time, keeping the horse-play to a minimum, and supply 
the necessary mature stabilizing in£luence. 1 
Parents learn about program. Parents will learn much 
about the instrumental music program through this manner of 
participation. They will shortly realize how important it is 
£or students to learn how to work together harmoniously. Par-
ents will experience how this matter o£ cooperation is made 
most effectively clear to the student through participation in 
the instrumental program. Parents will also learn that instru-
mental music can be a great source of wholesome pleasure and 
enjoyment for young people. 
Supervisor should contact parents. "In too many cases 
no contact is made with parents after the child has started 
his instrumental experience."2 Yet, supervisors expect cooper-
ation from parents. They expect parents to for.m clubs, make 
students practice at home, attend all musical functions of the 
school, and generally speaking, support and do many nice things 
for the instrumental music program. This is not too much to 
1 Klotman, Op. cit., p. 19. 
2 Hull, Op. cit., p. 50. 
expect from parents, they should cooperate and support the 
program, but it is the responsibility of the supervisor to 
assume the initiative. He should keep in close touch with 
parents. He should be sincerely concerned about the progress 
and growth of each individual student in the program and be 
willing to spend some time with parents in discussing stu-
dent development. Parents want to learn about their child-
ren's progress. They want to help whenever they can. The 
supervisor should take advantage of this parental desire and 
help them to give assistance to his program. 
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Chapter VII. SUMMARY AND CONCLUSION 
The success of the instrumental music program, and the 
success of the instrumental music supervisor, can be said to 
be measured by the achievements of the groups within the pro-
g ram and the musical proficiency attained by individual stu-
dents. Since school orchestras and bands perform no better 
than the individuals who comprise their membership, it becomes 
important that each student acquires a reasonable degree of 
musical proficiency. How to motivate students toward acquir-
ing the necessary musical skills, so that each may make his 
valuable contribution toward the success of the program, is of 
vital importance to the instrumental music supervisor. 
Although many factors contribute toward the motivation 
of students (to practice and do good work) these factors come 
under three primary headings: 
1. The Instrumental Music Program 
2. The Director 
3. The Parent 
The Instrumental Music Program 
The instrumental music program must prove to be interest-
ing and beneficial to students if the necessary student moti-
vation is to be expected. There must be a variety of stimula-
ting activities for all the students in the program. The con-
tent of the program should be such that students' musical growth 
and development follows a path of logical progression. In-
cluded should be: 
1. An interesting program for recruiting new members 
2. Instrumental classes from which students may derive 
personal satisfaction 
3. Beginning band and orchestra groups 
4. Ensemble groups 
5. High school band and orchestra 
Recruiting program. At least one new-membership drive 
should be held during the school year. September seems to be 
the most popular month for this important activity. The au-
pervisor should be in complete charge of all demonstrations 
and assembly programs regarding the membership drive. Pre-
sentation of instruments and material should be on students' 
level and for the purpose of inciting interest. 
Instrumental classes. Though once looked upon with dis-
approval, and severely criticized by private teachers, instru-
mental classes have more than proven their practical value and 
are now here to stay. Instrumental classes are the basis of 
many strong instrumental music programs. The class method of 
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instruction lends itself ideally to student motivation. Friend-
ly competition which the class method creates instills motiva-
tion. Students enjoy working in groups. 
Students receive motivation in the instrumental class 
through many facets. They will work hard and practice dili-
gently when assignments are interesting. They will be moti-
vated when they can sense progress and are given an occasional 
opportunity for performing before parents and members of their 
own group. Students prefer working f r om several texts simul-
taneously, and welcome the stimulation of weekly tests which 
logically leads to a semester final. Practice cards, progress 
charts, and similar devices can be successfully used for the 
purpose of increasing motivation. It is important that the in-
structor has a likeable personality and that he be up-to-date 
on class method teaching techniques. 
Beginning band and orchestra. This is the transition 
period between instruction in the elementary and advanced level. 
Musical g rowth and development of students should continue along 
an acceptable pattern. Motivating techniques fo.r the beginning 
band and orchestra groups are a combination of those used in the 
instrumental classes, the ensemble groups, and the advanced band 
and orchestra groups. The fact that completion of work on this 
level mea ns admittance into an advanced group is a strong moti-
vating factor. 
Ensemble groups. The many values derived from partici-
pation in an ensemble group makes this activity worthy of the 
director's most sincere effort. An ensemble program should be 
so organized to include all the students in the instrumental 
program. 
Many varied combination of instruments can be used. 
Ideas f r om students should be encouraged. Students can plan 
- -~ 
recital programs, contests, and other public performances. 
They can take charge or their own ensemble rehearsals and 
suggest novel grouping or instruments. Student participa-
tion can be rurther extended to include original writing, ar-
ranging, and selecting music for public perror.mances. The 
dance orchestra, which is a strong motivating factor, can be 
an outgrowth of the ensemble activity. The many and varied 
opportunities for student participation in ensemble groups 
make this a highly desirable motivating factor. Students gai~ 
much in the way of musical accomplishment and social prestige. 
High school band and orchestra. Since these organiz.a~ 
tiona spend much time in the preparation of programs, good re-
hearsal techniques which will motivate students are of utmost 
importance. Time must be so well planned that none is wasted. 
The director must be in fUll command from start to finish. 
The director is responsible for motivation in the re-
hearsal. Good rehearsals, when students enjoy playing music, 
sense accomplishment and progress, are a strong motivating 
factor. 
Awards, such as letters and pins, for recognition of 
achievement also serve to motivate s t udents to work more con-
scientiously. A program for testing and promotion instills 
the desire to excell. Public performances present many varied 
opportunities for creating motivation. Solo playing builds 
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confidence and develops good musicianship in addition to being 
a most desired type of motivation. 
8l 
Students' interest will increase when they are given the 
opportunity to participate in the administration of the pro-
gram. This is best delegated through a system of student of-
ficers. Officers may be elected and appointed. It is wise for 
the director to plan so that all students may have an opportuni-
ty of assisting him at one time or another. 
The Director 
The director's first task is to arouse interest in all 
phases of the instrumental music program. Whether it be the 
beginning band class, ensemble group, or first orchestra, in-
terest must be aroused and sustained to keep students moti-
vated. 
Good teaching techniques must be the possession of the 
director. He must know the instruments and how to teach them. 
He must have a sensible attitude and a likeable personality. 
His sincere interest in students will offer them much motiva-
tion. He should know when to encourage his students and not 
confuse encouragement with flattery. If he does not possess 
the attributes of the successful teacher, he should endeavor 
to acquire the~. 
The director is completely responsible for student mo-
tivation. He can motivate students best by being a good musi-
cian, a good teacher, and a good administrator. 
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The Parent 
Parents can play a very i mportant role in motivating stu-
dents. For this reason, the director should keep in touch with 
parents, keep t h em up-to-date, and take them into his confidence. 
Parents can supervise that much needed home practice. They are 
very anxious to help and cooperate when they see that the di-
rector is seriously interested in their children. 
by: 
The supervisor can keep parents abreast or the program 
(1) Club meetings 
(2) Letters 
(3) Telephone 
The director should discuss parental motivating techni ques 
with parents. Parents can also take active part in the program 
b y supervising ensemble and sectional rehearsals held in the 
homes. The greater the parental interest in the program, t h e 
g reater their influence upon the students. 
It can be concluded that students are best motivated to-
ward acquiring greater musical and instrumental skill through: 
(1) Participation in an instrumental prog r am, interesting 
to students and, sufficiently diversified to meet 
student needs. 
(2) The guidance of a director who is a musician, a 
teacher and administrator. 
(3) The understanding of an interested, sympathetic, and 
cooperative parent. 
The responsibility rest with the director to see that 
these three a re in proper balance. 
._.. .. 
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